conventional periods of Messiaen's creative output consist of an early period and then a second period that began around 1949 with the illness of his first wife, Claire Delbos, and post-World War II hardships. It was during this time that Messiaen began to deviate from relatively traditional compositional methods and to develop his musical language. Dingle accepts these first two periods but adds a third and final compositional period in Messiaen's life that began with (and was initiated by) Vatican II. 2 Dingle argues that Vatican II had a tremendous impact on Messiaen's personal faith as a conservative Catholic and also on his compositional approach to plainchant. The implementation of the vernacular liturgy posed a threat to plainchant, which had a rich tradition in the French organ school. Dingle's article focuses on La Transfiguration de Notre Seigneur Jésus-Christ (1965 -1969 , an oratorio that Messiaen wrote shortly after several documents from Vatican II were published. Dingle interprets La Transfiguration as a juxtaposition of the composer's past and current musical styles that emphasizes aspects of the traditional Latin liturgy and other pre-Vatican II sentiments. 3 The unaccompanied plainchant found in La Transfiguration was most likely an attempt by Messiaen The organ cycle's fifth movement, Puer natus est nobis, is named for the chant that forms its basis. This movement is the first of a series in the Livre du Saint Sacrement devoted to the mysteries of the life of Christ, beginning with his birth. Traditionally, the "Puer natus est nobis" is the antiphon of the Introit for the Christmas Day Mass (see Examples 1 and 2). Not only is this chant appropriate to the theme of the movement (Christ's birth), but Messiaen integrated the chant into several of his compositions, for instance in La Nativité du Seigneur, which he completed in the summer of 1935. 7 Messiaen also frequently improvised on this chant; today, these performances are preserved on video recordings, including his performance of the Quartet for the End of Time. The motive that unifies the fifth movement of Messaien's work is based on the first three notes of the "Puer natus est nobis:" a perfect fifth with the second note repeated. This motive is found throughout the entire movement, either as a monophonic line or harmonized. Another important feature of the piece is that most of the phrases of the "Puer natus" appear without alteration. In other words, Messiaen retains the exact pitch level of the original chant with no deviations from the melody. The first and second phrases of the chant appear together near the beginning of the piece, and the section containing the third, fourth, and sixth phrases is found throughout the movement's middle section. The movement ends with a harmonization of the chant's second phrase in the Mixolydian mode on G, the mode of the original chant. The harmonization begins and ends on the tonic chord, with an intermediate chord progression of ii, VII, and IV harmonies. Messiaen avoids a standard tonal progression, preferring to harmonize the chant modally rather than via a major or minor key. The perfect fifth motive recurs eight times throughout the movement, five times as three unharmonized notes and three times as a harmonized melody. Susan Landale refers to the motive as a "petite fanfare" (a "little fanfare"). 11 In the harmonized sections, Messiaen frames the first and second phrases of the chant by a highly chromatic chord; he repeats this technique again with the third, fourth, and sixth phrases of the Introit. The chromatic chord contains all the notes of the chromatic collection with one exception; Messiaen excludes the B-flat in order to preserve the perfect-fifth motive in the top voice.
Messiaen also harmonizes the perfect fifth motive with "chords in transposed inversions."
12 These chords are derived from a V 9 chord but replace the third with the tonic note and feature unresolved appoggiaturas for added colour. Messiaen then transposes three of the four possible inversions so that they all share the same bass note. 13 As seen in Example 6, the D-natural in the top voice of the perfect fifth motive does not fit into the chord and therefore is considered to be an added note. Added notes in Messiaen's nonmodal chords are uncommon, and in this case it appears that he wanted to preserve the opening motive even though the D would not be part of his chord. 13 Benitez, "Aspects of Harmony in Messiaen's Later Music, " 195. Interspersed between the perfect fifth motive from the Puer natus incipit and the actual chant are two sections that are more harmonically developed as well as a birdsong. In section A, the manuals emphasize major thirds and the pedal contains perfect fifths that descend by whole steps (see Example 7). The fifths simultaneously evoke the chant's opening gesture and reference the early organum of the Notre Dame School. When the section returns later in the piece, both manual parts are identical to the opening A section (with the exception of the ending phrases), and the pedal part contains the same parallel fifths moving in whole steps but with more motion and rhythmic interest.
Section B is a developmental section similar to section A in which the perfect fifth motive and phrases from the "Puer natus" can be heard more distinctly than in section A. The fifth motive is heard directly after the first two phrases of the Introit and again following the section containing the third, fourth, and sixth phrases of the chant. After a descending line beginning in the right hand, Messiaen uses chords from his third mode of limited transposition (different transpositions of SC 6-15 [012458] and SC 6-21 [023468]) to harmonize pieces of the Introit's melody. Since mode 3 is generated by a succession of major thirds in which each segment is divided into a whole step followed by two half steps, major thirds are prevalent throughout this modal section, but the basic contour of the chant's melody remains the same and the perfect fifth interval is unaltered.
Toward the end of the piece, Messiaen includes a birdsong that does not appear to have any musical connection to the "Puer natus" or its beginning notes. As he specifies in the score, he quotes the song of the olive tree warbler. Messiaen most likely learned about this bird during a trip to Israel.
14 Perhaps he imagined an ancestor of the bird perched in a tree near the stable where Christ was born, singing a joyful song to announce Christ's birth. However, with the exception of this birdsong, Messiaen focuses on the "Puer natus" chant throughout his fifth movement. Although he does not abandon his modes of limited transposition and nonmodal chords while harmonizing the perfect fifth motive and melodic ideas, he makes a special attempt to preserve five of the six phrases of the "Puer natus" in its original form; the chant's phrases appear as exact transcriptions, which is unusual considering Messiaen's usual, 83 freer treatment of plainchant throughout his career. Although he precisely quotes various chants in all the movements of the Livre du Saint Sacrement, this technique remains exceptional in the broader context of his opus. The only other exact transcription of a chant in Messiaen's music is the "Alleluia for All Saints' Day," which is found in the eighth movement of the Méditations sur le mystère de la Sainte Trinité. 15 Messiaen did not include exact transcriptions of chants in his music until after Vatican II; Méditations was written in 1969, four years after the conclusion of the council. The chant phrases in the fifth movement of the Livre du Saint Sacrement are presented in unaccompanied octaves, and Messiaen preserves the rhythm and phrasing of the original chant as well. Messiaen also uses a relatively plain organ registration for the chant phrases; they are played with 16-, 8-, and 4-foot flutes, an 8-foot principal, and a gamba without any mixtures or mutations.
Messiaen thus exercises his own particular taste in the modern performance of Gregorian chant. Although he approved of the Abbey of Solesmes' work with chant, Messiaen complained that in many churches, the neumes were often sung incorrectly, and he especially despised the harmonization of chant.
16 He believed that it was a "big mistake" to create accompaniments for chants.
17
The sparse, unmodified presentation of the chant in Messiaen's organ cycle confirms this account of his musical taste. Even when Messiaen does harmonize the chant's second phrase in the last line of the piece, he uses the Mixolydian mode instead of a major or minor key; likewise, this phrase only occurs at the very end of the work, giving the unharmonized phrases prominence throughout the main body of the piece. Messiaen's treatment of the perfect 84 fifth motive also reflects his desire to set the chant explicitly. The first three notes of the "Puer natus" are probably the most distinctive characteristic of the chant, and Messiaen makes certain that the motive is heard in a variety of musical contexts, from three unharmonized notes to part of a highly chromatic chord, all the while altering his usual techniques in order to forefront the motive melodically.
Despite the great care he takes to ensure that the chant is recognizable in the fifth movement, Messiaen never explicitly stated that he associated the preservation of chant with the Vatican's liturgical reforms. However, in a statement to José Bruyer in 1931, Messiaen described Gregorian chant as "terribly neglected."
18 Presumably, Vatican II's focus on modernizing the Mass only intensified Messiaen's sentiment later in his career. The composer claimed that the only musical tradition that existed in France was Gregorian chant, and he traced this tradition traced back to early polyphony, early chant rhythms, and even the ancient Gallican liturgy that fell out of practice.
19
Not only was Messiaen passionate about Gregorian melodies, he also wanted to make certain that the original language of the chants was preserved, a predominant topic for debate in the Catholic Church after Vatican II. In his conversations with Claude Samuel, Messiaen gave Latin his high estimation in several different contexts. For instance, when Samuel brought up the idea of singing Gregorian melodies in French, Messiaen replied: "[Singing chant in a language other than Latin] robs the music of its majesty and dreamlike quality. The statue comes down from its pedestal!" 20 Dingle cites this same phrase in his article's title, drawing attention to the import of Messiaen's statement. Messiaen also offered a more practical reason for his support of Latin in Catholic churches, namely that it was easier for him to understand the liturgy when he traveled abroad. 21 Musically, Messiaen attempts to preserve the Latin liturgy by incorporating Latin texts or titles in works like La Transfiguration and Et expecto resurrectionem mortuorum (1964) .
During an interview for La Trinité's parish magazine in March of 1991, Messiaen was asked what he thought of the recent changes in the liturgy. He responded by saying, "quite frankly, I think there is only one worthwhile kind of liturgical music: plainchant. There has never been, and never will be, anything better."
22 Although he does not discuss the role of the liturgical reform with regard to his personal faith or his career as a Catholic organist, Messiaen's post-Vatican II commitment to traditional texts and chants in his music confirms his ardent support of the traditional Tridentine liturgy. Messiaen's treatment of plainchant in his later works differs substantially from his earlier pieces; he includes chants that are melodically unaltered and goes to great lengths to preserve their original phrase structure. That these changes coincide with the Second Vatican Council is too strong a coincidence to ignore; just as Messiaen's later pieces were influenced by historical developments in the Catholic Church, so too must musical scholarship look to the impact of Vatican II on his works.
